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The goal of generating communfty for 
those experiencingğ feelinğs of non- 
belonğinğ or marğinalization vas the 
first decision made by the 2024 MA 
Curatorial cohort in conceptualizing 
vhartb vould become //yvard Refusals. 
Exploring the radical creativity that 
Can emerğe out of oppression, refection, 
and isola:fon felt like a vorld-making 
practice in İtself. This, toğether vith 
the diverse backgğrounds of the cura- 
borial team enriches the conversations 
on practices of refusal that forefront 
aİternative vays of Iiving. Inspired 

by Saidiya Hartman”s “vayvard experi- 
ments,” ft vas ağreed upon that encour- 
ağing others to think throuğh their ovn 
practices of refusal vas both timely 
and necessary. 


This exhibition came İnto being dur- 
İnğ an especially violent moment 

in the conflict betveen Israel and 
Palestine, and, as this cataloğue 
goes to press, ve are still vitnes- 
sinğ an onğoinğ humanitarian crisis, 
exacerbated by U.S. imperialism and 
neoliberal ideology. This nev stage 
in the var has raised tensions in 
academic discourse, and has dramart- 
ically limited access to information 
and freedom of political expression 
on colleğe campuses, including USC. 
In honorinğ the political values and 
activist themes of /eyvard RefusaLs, 
a fundraiser vas held at the open- 


İnğ reception, colle 
for Doctors MHithout 
humanitarian aid to 


cbinğ donations 
Borders to provide 
Gaza. Profects 


like MHayvard Refusa, 


s vouldn”t be pos- 


sible vithout the voices of our global 
community, vho inspire and fuel the 
vork of the featbured artists. 


In its arğument for fabulating nev 
realities, /ayvard Refusals continues 
to generate nev creative action, pres- 
ent amongğ the artists, curators, USC 


iri 


Hattie Schultz 


communfty, and beyond. The challenge of 
developinğ vorld-makingğ actions desp- 
İte the ever-present threats of social, 
leğal, and psycholoğical punishments 

in life under capitalism is an onğoing 
endeavor. To have queer kinship eme- 
rğe from this rubble is perhaps vhat 
ma:kes /”,yvsard Refusals especially 
vibrant and resonamt. 
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Ashley 

Ye as a, cohort chose tvo of Young 

doon Kvak”s pieces as anchor points for 
our shov, CörcZe Dance of the Divine 
Queer Futures (2022) and SurveiLLance 
Mirror Vaginis 111 (2020). The first 
features hands holding one another 

in a circle and represents marğinali- 
zed people supportinğ one another 

The hands are casts from Kvak”s frie- 
nds” hands and their energies together 
bo create a future. SuzveiZZance Mirror 
Vaginis 111 reflects the surveillance 
of marğinalized bodies, especially 
those of LEBTQ-E people and vomen. Kuak 
vas thinkinğ about the surveillance 
and rigid classİfication of gender and 
the panic surrounding genitals. They 
vanted to create something non-threat- 


s 


ening vith a touch of humor, intuitive 
and vitchy. 


Yishan 

Kvaek suğğests that there could be 

bvo vays of hanğing SurzvedZZance 
Mirror Vaginis 111: either vertically 
or horizontally. Üptingğ to position it 
vertically as the entry piece rather 
than horizontally is a potent symbolic 
gesture that challenges conventional 
perceptions. This choice goes beyond 
mere visual curiosity, uhich a hor- 
İzontal, eye-like presentation miğht 
primarily evoke from afar, heighten- 
inğ the theme of surveillance. Instead, 
the vertical aliğnment reimağines the 
often-obfectified depiction of female 
genitalia, turninğ it instead into a 
reflective surface. This shift in focus 
reverses the ğa:ze and invites the 
audience to vieu the body as a site of 
active aiğency, rather than as a mar- 
ker reinforcinğ gender binaries. Here, 
the vork symbolizes resistance ağainst 
surveillance, scrutiny, and the poli- 
cinğ of bodies and identities, echoing 
the exhibition”s broader discourse on 
the pover of marğinal voices to con- 
front and reshape dominant narratives 
This vertical presentation is more 
than fust a spatial decision, it is a 
deliberatee curatborial choice afimed art 
encourağinğ audiences to explore 

nev perspectives throuğh the disturb- 
İnğ, uncomfortable, contradictory, 
absurd, and sometimes perverse aspe- 
CÜUS of this vork. Such a provocative 
entrance piece set the tone for our 
exhibition, vhich promised transforma- 
tion, inviting audiences to reflect 

on their ovn acts of refusal and to 
envision nev realities. 


Linna, 

In Kvak”s vork, unruly mövements and 
a series of stranğe gğestures embody a: 
form of resistance to the patriarchal 
gaze and the violence of obfectifica- 
tion, vhile the glitterinğ rhinestone 
liğht of their vork gives the viever a 


neutral and serene seduction. Kvak”s 
incorporation of a subtle decorative 
aesthetic involves not only ambivalenüt 
nostalğia for and refection of race 
and identfty, but also a discussion 

of the flesh and the fantasy of trans- 
forminğ it into an aesühetic obfect. 
These aesthetic strateğies are rooted 
in Kvak”s desire to reveal different 
vays of understandinğ our bodfes, to 
explore the difference of the self, 
and to embrace community in collective 
action. Combininğ eleğant shimmering 
embellishments and the gaze(s) of pover, 
Kvak”s vork reflects a viever”s inner 
desires amidst the gğlitter 


Hattie 

Kvak experiments vith materiality 
to reimağine queer bodfies and explore 
the connections betveen the indiv- 
idual, the community, and the earth. 
SurveiLlLlance Mirror Vaginis İIIT 
intermixes industrial materials, such 
as polystyrene and fiberglass, vith 
orğanic compounds, such as soil and 
rocks. Amidst a seeminğly molten 
landscape appear glimpses of human 
forms, dravinğ unexpected parallels 
betveen assocfiations of plastic as 

a hazardous material and plasticity as 
a mode of being. IVhen creating CörcZe 
Dance of the Divine Queer Futures, 
Kvak used urethane resin to capture 
impressions of their communfty, vhich 
are then abstracted throuğh texture, 
bold color, and distortion. Each emb- 
ellished hand castinğ feeds into 

the next, formally and metaphorically 
gesturinğ tovards eternity, as ve 
as a vider form of resistance ağainst 
obfectification rooted in shapeshift- 
inğ and multiplicity. 1n conceptualiz- 
inğ queerness throuğh hybridized human 
forms, both CörcZe Dance of the Diüiviüne 
Queer Futures and SurveilLance Mirror 
Vaginis 111 make critical interventions 
in industrial and orğanic maberials 


ül 


alike, challenğinğ hov ve perceive bod- 
fes in the first place. 


Darlene 

Kvak”s tvo pfeces vere among the fev 
sculptures in our exhibition, so their 
placement vas of utmost importance. 

Ye placed Surve?ZZance Mirror Vagğinis 
İTI at the entrance of the exhibi- 

tion, settinğ the tone for the entire 
shov. Tes distinctive shape effectively 
dravs visitors into the space, vhile 
the reflective surface İnvites them to 
become part of the artvork, foster- 
İnğ a sense of inclusion and prompting 
self-reflection from the start. This 
piece served as an entrance not only 

to the physical space of the exhibition 
but also to the conceptual space İt 
represents, emphasizing the exhibition”s 
commitment to challenğing norms from 
the outset. CöreZe Dance of the Divine 
Queer Futures is positioned in the far- 
Ieft corner of the ğallery. Since mosü 
of the vorks in the exhibition vere 
bvo-dimensfonal, the placement of this 
sculpture added depth to the overall 
layout, creatinğ a more dynamic visual 
experience. MHoreover, its placement 

İn the corner offered visitors a more 
personal space to engğağe vith the art 
and symbolizes hov marğinalized groups 
are often pushed to the fringes of 
society, vhile maintaininğ their con- 
nection and strength, as suğgested by 
the interconnected hands. 


Lisa, 

Kvak”s artvorks are dazzlinğ, and 
attracted the attention and comments 
of many vievers. MHithout providing 
specific introductory parağraphs to 
define the meaning of the vorks, many 
vievers made various interpretations 
based on their ovn experfences. Some 
expressed confusion or curfosity about 
the artist”s oriğinal intent. Due to the 
unique shapes and rich textures of the 


Young doon Kuak 

Circle Dance of Divine Queer Futures, 2022 
Resin, holographic rhinestones, copper tubing, 
48 x 48 x 7.25 in. (122 x 122 x 18 cm) 
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vorks, somc vfevers expressed a strong n 
desire to touch or physically inter- 

act vith the pieces to gain a deeper 
understanding. Everyone instinctively 
observed these tvo pieces from multi- 

ple anğles, feeling the touch of a hand 

in the artvork, as rhinestones, mir- 

TOTS, and lights intersect and reflect, 
embodying vhat they hold in their 

hearts. 


Alice 

The iridescent and ğlittery rhinesto- 
nes in Kvak”s CörcZe Dance of the 
Divine Queer Futures create a sense 

of visual excess. Containing reflec- 
tive materials, the rhinestones” shine 
disrupts our normative vision. As the 
radiant material covers up the cast 

of hands, rhinestones enact vhat Anne 
Anlin Chenğ call1ls the “second skin” 

of bodfes. The unceasinğ movement of 
the rhinestones constantly anticipates 
a point in time that is yet to arrive, 
puttinğ queer and trans bodfes in fugi- 
tİve States of “becominğ” ağainst easy 
cateğorization. Rhinestones” abilfty to 
disrupt temporality by collapsing the 
future and the present, queers the lin- 
carİty of straight MHestern time vhile 
affectively impacting bodfes that pass 
by the sculpture. Kvak”s use of rhine- 
stones İs reminiscent of the critical 
employ of glitter in queer history to 
brinğ about social change. As TL Covan 
states in “ülitterfesto,” glitter-based 
social performance represents “femi- 
nists and trans and sex vorkers and 
border hoppers and stomvamvays in bril- 
Ifant coalition.”1 


i T.L. Conan, “GLİTTERTesto: An Open 
Call in Trinity Formation for a Revolu- 
tionary Movement of Activist Performance 
Based on the Premise that Social Vustice 
is Fabulous,” Canadian Theatre Reviev 
150 (Spring 2012), 19 
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A person”s back intertvines vith ano- 
ther one”s limbs. MHrinkled sheets. 
Dimmed lights. Bodies vith no faces. 
Distorted physiques 


Despite the lack of prominent physi- 
cal identifiers to these fiğures, 
the TIiğhtinğ and carnal imagğery in 
Coyote Park”s side by side photos, 
Ten Thousand Honeymoons 1 and Ten 
Thousand Honeymoons İ1 hint at int- 
imate possibilities of uhat once 
vas, the spiritual residue of bod- 
İes searchinğ for and expanding 

the existing knovledges of pleas- 
ure. These photoğraphs Teave us to 
endless ima.ination of the capacious 
confiğurations of tvo individuals 
vorkinğ tovards mutual satisfaction. 


The red and blue tones of the İimaes 
recall the title of Samuel Delany”s 
Times Square Red, Times Square Blue 
(2001), vhich chronicles the sexual 
activities in Nev York Cİty”s Times 
Square in the 1980s before its gen- 
trification under the Koch, Dinkins, 
and üfuliani mayoral reğimes. As 
part of the artist”s “Ten Thousand 
Honeymoons” series (2021-2022), these 
photoğraphs of Park and their part- 
ner vere taken at the Mustang Hotel 
in Leimert Park, a neiğhborhood right 
outside of dovntouvn Los Angeles. 
Similar to the vay Delaney hiğhlights 
thesexual remains behind Nev York”s 
corpora:bized urban landscapes, Park 
refre-shes our perception of an unas- 
suminğ Southern California motel by 
indicatinğ its erotic potentialities 
throuğh the chromo reğisters of our 
visuality. Despite the privacy of queer 
sexual activities vithin motel rooms, 


Alice Zhao 


these tvo photoğraphs render such 
practices public as they are displayed 
vithin our gallery space. Since queer 
and trans of color lfves are often 
overshadoved vith loss and grief, these 
images not only forefront queer pleasure 
vithin a traditionally heteronormative 
space (an art institution), but also 
SETV€ aS anti-essentialist statements 
vith their prioritization of corporeal 
pleasure over any easily legible iden- 
tity. MHeanuhile, by blurring the fiğures 
in the photos and employingğ abstraction 
as a strateğy of representation, Park”s 
privileğinğ of indeterminate modes of 
embodiment refuses visibilftüy, recog- 
nition, and other strateğies of modern 
identity politics that often risk beget- 
tinğ more harm than benefit for queer 
of color communities under surveillance. 


Like the queer photoğrapher Dean 
Sameshima”s series of photoğraphs 
“1n betveen days (vithout you)” (1997- 
98) vhich captured the remains of 
his ouvn bathhouse encounters during 
the height of the ATDS pandemic, 
Park”s photos not only hiğghliğht the 
motel as a safe zone for queer sex, 
but represent İt as an active site 
For the access Of and experimentation 
vith corporeal pleasure. By assert- 
inğ the erotic as a generative portal 
throuğh vhich ve come to understand 
ourselves, they bring us closer in 
bouch vith our bodies by emphasizing 
our every day embodfied experiences 
Nayan Shah points out İn his essay 
“Queer of Color Estrangement and 


Belonğinğ,” that uhile queer people 
of color are oftben susceptible to the 
hypervisibility of race, they suf- 
Ter from the invisibilfty of desire.? 
Vorkinğ ağa-inst dominant modes of 
visualfİty, these photos propose an 
aTternative model of conceptualizing 
minoritarian identity formed around 
queer and trans of color desire vhile 
avofidinğ the reiteration of tight 
borders of race and sexuality under 
neoliberalism. Considering that the 
mafority of motels in the Ü.S. are 
ovned by South Asian immiğrants, this 
group of vork also highlights histor- 
İcally overlooked narratives of queer 
Asian American sustenamnce. 


... 


As 1 look at these photoğraphs closely, 
I thouğht about adrienne maree brovn”s 
description of the deeply movinğ pover 
of vitnessinğ “beautiful moments of 
historically oppressed people enğagğing 
in radical acfts of public pleasure.”” 
Documentinğ nonuhite bodies under non- 
vhite İIights, on fourneys of striving 
ğ for a life not bounded by ğrief, Park”s 
Y photos epitomize them and their part- 
ner”s vayvard searches for fullness and 
more emotionally embodied paths queer 
and trans of color lIives can take form. 
Vhen Asian subfecüs are portrayed in 
: Mestern popular culture as racially 
5 abfect and sexually deviant, vhen ve 
Iive amonğ the rise of violence tomards 
gender-nonconforming bodies, and vhen 
ve endure the cultural legacies of 
Coyote Park 5 ? 3 L 
TER 0210 1016 10017 2007177027 anti-misceğenation lavs, these fmagğes 
Inkiet print are deeply affirminğ reminders of our 
24 x 36 in. 


bodies” radical capacity to build 
affective kinship and to heal from sys- 
temically entrenched harm. As critical 
reminders that ve are not broken for- 
ever, they highliğht the possibilities 
for bodies that carry intergeneratio- 
nal, colonial, heteropatriarchal trauma, 
to get lost in pleasure in the most 
unassuminğ spots of an overcapitali- 
zed city. As Audre Lorde characterizes 
of the profound pover of the erotic, 
once ve learn about our corporeal 
capacity for pleasure and unlearn the 
historical eycles of suffering, ve 

vill no longer settle for pessimism and 
neğativity as our vay of life.” I once 
ağain turn to adrienne maree brovn”s 
visdom, “Pleasure is the point. Feeling 
ğood İs not frivolous, it is freedom.”“ 
Pleasure bears the possibility of the 
vorld ve vant to live in, as long 

as ve allov ourselves to embrace İt. 


1 Nayan Shah, “Queer of Color Estrange- 
ment and Belonging,” in Q 8 A: Queer in 
Asian America, eds. David L. Eng and 
Alice Y. Hom (Philadelphia, PA: Temple 
University Press, 1998), 262-75. 


2 Adrienne Maree Broun, Pleasure Activ- 
ism: The Politics of Feeling Good (Chico, 
CA: AK Press, 2019), 438. 


3 Audre Lorde, “Uses of the Erotic: The 
Erotic as Pouer,” in Feminism And Por- 
nography, ed. Drucilla Cornell1 (Oxford: 
Oxford University Press, 2000), 569-74. 


4 Broun, Pleasure Activism, 441. 
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Toni Smalls 

Under Inner Core, 2021 

Video 
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Darlene Zhang 
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“Nvkiz yay? 


Brovsing throuğh artist Peidi Zhang”s 
nstağram feels like enteringğ a dream 
vorld: one that İs uniquely hers.1 

Her photoğraphs-their settings, their 
color palettes-appear as İf they are 
Cap-tured from a film that never fades, 
givinğ each photo an ethereal quality, 
blurrinğ the lines betveen fantasy and 
reality: men in dresses, naked girls 
runningğg through forests, lovers embra- 
cinğ in deserts vith indistinct faces, 
female strenğth thrivinğ under but- 
terfly vinğs. She excels in conveying 
emotions throuğh her photoğraphs, ea:ch 
frame capturing a moment of rebellion 


and hope from her little utopia ağainst 
reality. 1n her vorld, the usual defi- 
nitions and norms are loosened. İIhart 
may seem stranğe and unconventional in 
our vorld is beautiful and ordinary 


in Peidi”s utopia. 


An independent photoğrapher based in 
Pasadena, California, Peidi Zhang 
specializes in portrait and fashion 
photoğraphy. A self-described femin- 
İst and activist, she often rafises her 
voice for LGBTQ and vomen”s communfities 
throuğh her vork by exploring themes 
ike homosexual iİntimacy, gender ambi- 
ğufty, and female empoverment. These 
themes are deeply intertvined vith her 
vork experiences and the friends sur- 
rounding her. 


At the start of her photoğraphy career, 
Peidi”s style vas much different from 
nov. At that time she vas influenced 
by photoğrapher Yoshihiko Ueda, and 
her vork vas more conservative, exud- 
İnğ a traditional Eastern aesthetic 

Of tranquility and haziness. ATthouğh 
she still focused on portrafits, the 
subfects vere often calmly looking 

at the camera or blendinğ in vith the 
scenery. The siğnificant difference in 
style, Peidi mentions, is mainly due 
to the change in themes and a bolder 


approach in her mork. She hesitantly 
reveals that she has alvays been part 
of the bisexual community, and in China, 
he realized she had an extraordinary 
İffection for vomen. Hovever, most East 
sian countries are very reticent on 

his topic, and she felt that she didn”ü 
onğ in her environment. Yet, it is 
his experience that made her pay more 
tbention and cherish female agency, 
ossibly because she found an inner 
trenğth and sense of unfty vhen facing 
hallenğes and isolation. 


om mu pc oceb pm 
o 


After cominğ to the Ünited States 

her vork focused more on depicting 

the portrafts of young Asian artists 
influenced by Hestern culture. The 
advanced gender concepts of these art- 
İSts often clash vith the traditional 
vievs of their parents, but fit is this 
contradiction that further iğgnites 
their exploration of gender diversity 
and individual uniqueness. By depict- 
ing this ğroup, Peidi”s understanding 
and support for gender identity and 
the LGBTQ community have deepened. 
This development İn thouğht is not 
only reflected in her personal ğrovth 
but also İn her artistic creation, 1 
ayinğ the foundation for her later 
establishment of a photoğraphic utopia. 


Peidi emphasizes that vhen selecting 
models and decidinğ on the shoot- 

inğ style, she focuses on vhether the 
mod-els resonate vith her creative 
goals and themes, and can display the 
emotions and atmosphere she vants in 
front of the camera. Therefore, she 
prefers to collaborate vith individ- 
uals vho have distinct personalities, 
can express emotions, and resonarte 
vith her ovn energy, ensurinğ that the 
final vork authentically reflects their 
collaborative spirit and creativity. 
Most of her friends are younğ Asian and 
Asian-American artists, often sharing 


similar cultural backğrounds as vell 

as creative ideas vith her. VMhether as 
friends or models, they provide rich 
inspiration for Peidi”s creations and 
naurally present the content she vants 
to express. This deep understandingğ and 
collaboraefve vork make her art more 
genuine and vivid. 


Peidi actively talks about the depic- 
tion of nudity in her vork, recounting 
a memorable instance vhen a (Ühinese 
female friend approa:ched her to 

take nude photos. Initially, she vas 
surprised because nudity is often con- 
sidered taboo in Ühinese society due 
to traditional culture and social 
values. This vas reflected in Peidi”s 
upbrinğingğ, uhere modesty and conser- 
varteism vere hiğghly valued, and body 
coverağe seen as a form of respect for 
oneself and others. Traditional moral 
concepts and social beliefs also emp- 
hasized restraint and humility, making 
nudity often vieved as inappropriate 
or immoral.? Peidi has indeed photo- 
ğraphed nude portraits before, secing 
nudity not merely as a symbol of sex- 
uality or provocation but as a natural 
and beautiful expression. Hovever, this 
time, she faced a voman vho gğrev up 

in East Asian culture, and her confi- 
dence amnd a:cceptance of her body made 
Peidi realize that many young Easü 
Asians are avakeninğ their gender con- 
sciousness, becominğ bolder and more 
villinğ to express and display tühem- 
selves. She says explicitly: “1 accept 
my body, 1 appreciate my body, and 1 
have the right to decide hov 1 vant to 
use and display it.” 


Üne of Peidi”s vorks, Under Your Skiün 
(2022), vhich vas proğrammed into 
Vayuard Refusals, is a profound rep- 
resentation of female pover. The model, 
a friend of Peidi”s uho İs also a film 
director, vas captured in her last 


Peidi Zhang 
Afteruards, 2022 
Inkiet print 
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Peidi Zhang 
Aftermards, 2022 
Inkiet print 
red:12 x 12 in. 
black:9 x 9 in. 


moments before chanğinğ her iconic blue 
hair. ürovinğ up as the quintessent- 
fal Asfan “ğood girl”? under her parents” 
expecta:tions, she longed to achieve 
conventional success. Yet, a rebellious 
spirit ğrev vithin her, leading her to 
boldly cut her hair short and dye it 
blue-a color her parents deemed inap- 
propriate. Standing half-naked in an 
empty room, vith butterfly profections 
on her, ft seemed as thouğh a vibrant 
Force vas emanatingğ from her, ready 

to metamorphose into a better future. 
Peidi also believes that this is the 
best version of her friend-not beca:- 
use of her success, but because of her 
certainty in herself and her rebellion 
ağainst her restrictive upbringing. 

The force of self-possession is relen- 
tless, and Peidi hopes her vork vill 
inspire more girls to break free from 
societal vievs. In this vay the life 
experience of the Peidi”s model is like 
a butterfly, fragile and sensitive yet 
Ful1 of strenğth, and fearlessly mobile. 
The pover of younğ vomen should never 
be underestimatteed or overlooked because 
beneath the visible exterior, an unseen, 
fervent energy pulses. 


Piedi”s Sensaftion (2025) vas also a: 
collabora:tefve effort, featuring meta:- 
lic bov ties from her friend Aiyi 
Chenğ, vho has appeared multiple times 
in Peidi”s vorks. 1n these vorks, her 
performance İs not confined to conven- 
tional norms, vhether it”s her movements 
or makeup-both are full of personal- 
İty and creativity. Her art is equally 
fFul1 of surprises, as she likes to use 
hard materials to shape soft obfects. 
This shovcases a strength and beauty 
that is different from the typical gğen- 
tle and reserved image, vhich is also 
reflec-ted in the collaboration betv- 
een Aiyi Ühenğ and Peidi in this vork. 
Typically assocİiated vith femininity 
and softness, the metallic bov ties are 


instead hard, cold, and angğular 
They resemble the sharp, restrictive 
stereotypes that confine gendered 
experience. 1n the vork, the models, 
Peidi”s boyfriend and another male 
friend, vear Chengğ”s larğe metallic 
bov tie skirts, presenting them as 
embodied contradictions. 


Peidi”s biğgest influence is her 
partner, uho is her muse and also her 
most loyal model. Throuğh him she 

sees qualities she believes are rare 

in this vorld. In A/rerxards (2022) 

he appears dressed in a skirt, danc- 
inğ freely in a dream-like space. In 
daily Iife he often goes out İn a nor- 
matively-coded feminine dress, applies 
makeup, and paints his nails, prese- 
ntinğ as gender-fluid. 1n him, Peidi 
S€€S an unusual courağe, a readin- 

eSS to defy societal norms and engagğe 
in behaviors deemed unconventional. 

For them, the skirt in this vork does 
not symbolize femininity but stands 

as a ğarment vithout attributes, free 
for anyone, of any gender, to vear 
Thus, this empty room is more like a 
corner of her utopfia:, a: space uhere 
eople have the chance to understand 
the meaning, stance, and purpose of 
their existence. Here, there are no dis- 
tinctions of gender or status, only 

the pure self, fully immersed in exp- 
orinğ one”s ovn identity. Althouğh 
there is still a lot of uncertainty in 
the real vorld, Peidi says that there 
are an İncreasinğg number of artists like 
her vho explore the relationship betv- 
6 


pl 


en individual and identity through 
heir vork and challenge traditional 
gender norms. Everyone is spontaneously 
conveyinğ their voices and ideas to 
society, uhich is a good siğn of grad- 
ually movinğ tovards freedom. This is 
because breaking the traditional social 
norms vill alvays be a boundary that 
artists desire to break through. 


Y 


For Peidi, the people around her are 
not fust friends: they are an endless 
source of İnspiration for her creat- 
ivity. 1n the lonğ, uüncertain days 
ahead, the one certainty is that she 
vill continue to pursue photoğraphy. 
She relays, “Sometimes, a: great photo 
İsn”t the result of solo effort, but 
the collaboration and clash of many 
artists. 1n the vorld of photoğraphy, 
I don”t vant to be an island. 1 aim 
to share my artistic vision vith 
more people.” 


Peidi Zhang 
Sensation, 2023 
Inkiet print 

12 x 15 in. 


i The information in this essay is 
largely sourced from tuo intervieus mith 
the artist. Peidi Zhang, intervieus by 
Darlene Zhang, Van 19, 2024 and February 
19, 2024. 


2 Zhongzai Zhang, “The Comparison of 
Body and Soul - The Nude Viev in Chinese 
and MHestern Cultures” China Digital 
Times, May 30, 2013 
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In vorks that combine collağe and a puppet-maker”s ingenufty, 
artist Lucy black animaees some of contemporary feminism”s 
most potent concerns. The vorks İncluded in /”xyvard RefusalLs- 
three vall-based vorks featurinğ kinetic collağes of body: 
Cupid, Lucella BarbareLlla amd Saint Lucy amd a hanğinğ scu- 
Ipture of a spider”s maternal body, /ama Spöder-heTped to 
articulate Lucy?s understandingğ in art practice so far. In 
this transcript Of a recorded conversation, the artist ref- 
Iects on the exhibition, Louise Bourgeois, and the idea that 
art can be a refusal all its ovn. 


Lisa Nie (LN) Let”s start vith navi- 
gatinğ your artistic practice. Could 
you valk us throuğh your creative pro- 
C€SS, especially hov you incorporate 
performance, collae, photography, and 
sculpture in your artvork? 


Lucy Black (LB) Absolutely. Hy proc- 
€SS Starts vith a feeling. Something 
hat feels so intangible, 1 try to 
make it tanğible. üivinğ physicality. 
And thinğs get rolling vhen 1 play 
vith material. Usually, the material 
İS vhatever 1 have access to at thar 
gİven moment and a feeling of urgency 
acüs as a kind of constraint, but in 
my favor. The Zama Spiüder that vas 
shouvn in the shov beğan this vay. 1 
Vas vorking at a costume varehouse and 
there vere a bunch of tiğhts that vere 
goinğ to be throvn avay, so DL kept 
them, and thus beğan my soft-sculpture 
era. Photoğraphy is a biğ part of my 
process as vell because İt is so imme- 
diate and concrete in an othervise 
distorted reality. 


Lucy Black 
Cupid, 2023 
Paper, cardboard, and brad fioints 
24 x 36 in. 


Lucella Barbarella, 2023 
Paper, cardboard, and brad fioints 
24 x 36 in. 


Saint Lucy, 2023 


Paper, cardboard, and brad fioints 
24 x 36 in. 


Photo62023 Yubo Dong, ofstudio 


LN So besides the physical process, 

İS there anythinğ you vould like to 
mention about the themes or inspira:- 
tions? Your vorks often explore the 
themes of identity, nostalğia, and the 
uncanny. Mhat inspires you to delve 
into these particular aspects of the 
human experfence7T 


LB First and foremost my art is about 
dissociation. The feeling like 1 have 
a non-belonğinğ vith my body, like 

my body doesn”t belonğ to me. Hov 1 
relate to the body vfith a past of 
sexual trauma. İy vork, İn a vay, is 
tryinğ to cure myself and others. The 
body, to me, feels like such an un- 
familfar thing. That is the base of 
my art and then veaved in is humor, 
the absurdiüy of it all. My vork is a 
combination of all the visual influ- 
ences 1 have taken in throuğhout my 
life. MHhatever 1”m observinğ at the time 
seems to seep out into my vork a: cou- 
ple of months later. In college 1 vas 
enthralled vith the Surrealist movem- 
ent and that nostalgğic obsession is 
still vorkinğ its vay into my current 
artistic processes 


LN Are there any specific artists 

you vould name that you took inspira- 
tion from, vho maybe also utilize the 
body concept? 


LB Louise Bourğeois is a very big one 
for me, Kara Nalker as vell. There are 


so many people, includinğ David Hammons. 


I really like his vork, he does a, lot 
of these body prints, vhere he cov- 
ers himself in some kind of grease and 
uses it like a stamp. The physicality 
of vhat it takes to make an obfecü/ 
piece is inspiring. Also have pulled a 
lot of inspiration from Penny Slinger, 
Ana Mendfeta, Pipilotti Rist, üreer 
Lankton, and Senga Nengudi. 


LN So great to hear about your artis- 
tic inspirations and ideas in detail 
Then let”s dive into the exhibition, 
considerinğ the exhibition”s theme 

of “conscious acts of refusal,” hov do 
you believe your art aliğns vith the 
idea of dismantlinğg the starus quo and 
embracinğ alternative vays of living7? 


LB 1 think the idea of “vayvard ref- 
usals” relates to my vörk in many 
vays. Firstly, in my material, 1 rea- 
Ily like to use found obfects. The 

act of collecting things that are dis- 
carded and ecreatinğ somethinğ precious 
from obfects that previously held no 
“value.” Livinğ as an artist İs actively 
fiğhtinğ the status quo, prioritiz- 
inğ uncomfortable feelinğs and staying 
vulnerable vill alvays make the vork 
better. Makinğ art in itself is a con- 
scious, active refusal 


LN Nov that the exhibition has con- 
cluded, hov do you reflect on the 
overall experfience? Ür hov do you see 
other artists reflected on themes7? 


LB Tt vas so ğreat to be part of the 
shov. The biğ spider I had never shovn 
before and doinğ so made it feel com- 
plete. She had been sittinğ in my aunt”s 
garağe for tvo years and brinğing her 
to life felt like a finale of sorts 
Shoving my vork to people is the other 
half of art for me. 


LN Nov looking back at the exhibition, 
hov do you interpret Saidiya Hartman”s 
concept of “vayvard experiments” in the 
context of your ovn artistic practice 
and the theme of the exhibition? 


LB Makinğ art İn a vay İs an act of 
“vayvard experiments” and rebellion in 
a vorld that does not prioritize that 
act. Seeing hov things affect you, and 
hov you affect others. 


LN Standinğ at the fresh start of 
2024 and lookinğ ahead for your ovn 
art practice, is there any specific 
direction that you miğght be already 
vorkinğ on, or may vant to explore in 
the upcoming Nev Year? 


LB I think in the future I”11 fust 
keep expanding on the things 1 have 
been vorkinğ on. 1”m vorkingğ on the 
Tife eycle of a spider, vhich inclu- 
des the piece 1 previously shoved. 1 
have recently started to put motors 
into my paper dolls and vould Tike to 
include this into the spider piece. A 
lot of good things are cominğ in 20241 


LN Sounds amazing, looking forvard to 
your future exhibitions, and ve”re so 

grateful to have included your vork in 
our exhibition. 
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In /ayvard ReTusals, dissociation is 
addressed throuğh a multitude of vary- 
inğ media and representational forms, 
simultaneously neğatinğ and solidi- 
fyinğ the subfectivities held by cach 
artist in the exhibition. The anoma- 
lous nature of dissociation perhaps 
reflects the absurdity in discerning 
selfhood and relationalituy, a contested 
topic that moves beyond the sphere of 
art and creative expression. American 
psychoanalyst Philip Bromberg defi- 

nes dissociation as the disunion of the 
mind from the living body, a defense 
ağainst the inabilfty to process emo- 
tionally-frauğht mental conflicts.? As 

a 1loss of the capacity for self-re- 
flection, dissociation (paradoxically) 
attempts to preserve a unified sense of 
selfhood through fragğmenting the self 
into self-states.? Discerning betveen 
normative and defensive psychological 
practices, Bromberg identifies tuo 
different kinds of dissociation, the 
first beinğ adaptive (healthy) and 

the second patholoğical, or psycholog- 
ically detrimental.5 Hhile many of the 
artists in /ayvard Refusals pursue 


n 


Hattie Schultz 


RUTH 

Start the Band, 2021 

Acrylic, magazine, glitter, ink pen 
9 x7in. 


creative profects that address dissoci- 
ation, the vorks of Katinka Huanğ and 
RUTH question the foundations of bin- 
ary classifications such as Bromberg”s, 
tbransforminğ passivity into refusal, 
and exploring hov dissociation can be 

a feminist political profect based in 
relocation and skirtinğ the spaces 
Respondingğ in their respective vorks 

to circumstantial environments that are 
not necessarily homes, both RUTH and 
Huanğ recast dissociation into a gener- 
ative practice of allyship, resistance, 
and creation, illuminating the inter- 
sectional nature of the human condition 
and rooting /eyvsard Refusals in every- 
day İIived experience. 


n her depersonalized mode of repre- 
sentinğ sentiments of non-belonging, 
RUTH”s vorks echo the themes and meth- 
ods used by other artists in /ayvard 
Refusals. Üutsourcinğ the individual 
components of her colla.ğes from vin- 
tağe mağazines, RUTH distinğuishes the 
İmagğes as separate from and unrelated 
to herself. The utilization of frag- 
ments from popular publications such as 
LİFE and National üeographic, familiar 
yet unplaceable, evoke a visual ağno- 
sia. RUTH”s collagğes address the initial 
fFeelings of uneasiness that come from 
recoğnizinğ that the place in vhich one 
fFinds oneself may not necessarily be 
vhere they belonğ, or vhere they can 
thrive. It may lead to the feeling that 
something is “off”-feelings that are 
inherent amonğ all the artvorks in 

the exhibition. 


n 7ğe Queer Art of Failure, dack 
Halberstam identifies cutting as a: 
feminist aesthetic that creatively fur- 
thers the profect of female unbecoming." 
Contextualized vithin RUTH”s prac- 

tice of collağe, queer allyship emerges 
not only from the artist”s refusal to 
conform to İlestern ideals of vhiteness, 


femininity, and heterosexuality, but 
also in her seekinğ an “elsevhere” 

hat doesn”t force antiquated ideolo- 
fes upon her and those she feels 
inship vith. ln Paiönred Vhite (2021), 
he obfect of the lavn chair comma:- 

ds attention to “an environment 
beeped vith racialized violence” 

here “the land ve valk on is stolen, 
he labor that produced the things 

€ use İs underpaid and explofted, 

he neiğghborhoods ve live in are either 
seğregated or gentrifying.”” Paiönted 
MVhite promotes critical reflection 

on this idea throuğh irony and abstr- 
action, vhile Start z2e Band (2021) 
releases the tension created by the 
former, responding vith a challenge 

bo create a: space of one”s ovn vhere 
rebellion generates nev forms of 
being. Together, RUTH”s vorks speak 

to the ranğe of emotional responses to 
feelinğs of non-belonğinğ, pivoting 
refection tovards fosteringğ spaces for 
thrivinğ. 1n utilizinğ a depersonal- 
ized mode of representinğ non-belonğing, 
RUTH evokes the uncanniness of ini- 
tial feelings of alienation from one”s 
prescribed home uvhile ğiving herself 
room to undergğo a feminist profect that 
Transforms passivity into refusal 
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Ketinka Huanğ similarly explores hov 
dissocİiation can be a feminist prof- 
ect based upon relocation. Responding 
to racial and gendered pressures to 
assimilate into MHestern culture, Huang 
creates alter eğos in her paintings 
that explore sexuality and femininity, 
empoverinğ herself vith the ability 
to shapeshift uhile acknovledğging the 
gğrotesque. Many of her psychologi- 

cal explorations, such as PeopZe at 
The corner store (2025), are cen- 
tered around the dramatic shift that 
occurred in her life uhen she moved 
from Shanğhaf to London at the age 

of eleven, a parachute child seeking 


i Philip M. Bromberg, Standing in the 
Spaces: Essays on Clinical Process 
Trauma, and Dissociation (Neu York 
Psychology Press, 2001), 7. 


2 Ibid. 

3 Ibid. 

4 Gack Halberstam, The Queer Art of 
Failure (Durham, NC: Duke University 
Press, 2011), 135. 

5 Ann Cvetkovich, Depression: A Public 


Feeling (Durham, NC: Duke University 
Press, 2012), 125. 
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educatifonal opportunitfes in the Hest.” 
For Asfan Americans, “assimilation into 
the national fabric demands a psychic 
splittinğ,” and this frağmentation 

for Huanğ takes the shape of partial 
body forms and floating faces.” MHithin 
these psycholoğical explorartions, a: 
generative space emerges vhere all the 
different individual parts that make 

a vhole self can be in conversation 
vith each other, rather than one exi- 
stinğ at the expense of the other(s) 

In this vay Huanğ brinğs her composit- 
fonal choices into aliğnment vith her 
diasporic experiences. Rather than 
performing the psycholoğical uniformity 
characteristic of adaptive dissociation, 
Huanğ?s practice puts her ovun needs 
FİrSt, a radical act of self-love and 
vorld-makinğ that simultaneously refects 
the colonial demands to mimic Hestern 
ideals of vhiteness and femininity.5 


In their assertions that circumstan- 
bfal environments are not necessarily 
homes, Huanğ and RUTH not only demon- 
strate hov intersecting identities 
influence the nature of dissocfation, 
but also call for a reconsideration 

of the binary conceptualizations of 
subfecthood present in psychoanalytic 
practices. 1n Bromberg”s raionaliz- 
ation, those vho experience adaptive 
dissocfation have the capacity to 
“stand in the spaces,” or be able to 
make room for subfective reality “that 
İs not readily containable by ühe 

Seİf he experfiences as “me” at that 
moment.”? Hovever, M.E.B. Du Bois”s 
idea of “double consciousness,” vhich 
describes the varying (and often con- 
flictinğ) social spaces that the racial 
subfect must occupy, can be used as 

3 conceptual model to dram attention 
to hov race and racism make Bromberg”s 
concept of “standinğ in the spaces” 
casier for some and difficult for oth- 
ers. MHritten over a century ago, Du 


Bofs” Te Souls of BLackfolk uses the 
notion of “double consciousness” to 
speak on Blackness İn the Ünfted States 
ui Böofs explains that to remain true 

bo one”s culture and simultaneously 
assimilate into vhite, heteronormative 
society is to double or split the 
psychic self. MHhile the different sub- 
fectivities of Huangğ and RUTH influence 
hov they speak $o non-belonğing, they 
both adopt the stratağem of splitting 
the self, most visually evident in the 
disembodied faces that float vithin 
their vorks, complicating the dichot- 
omy betveen adaptive and pathological 
dissociation, healühy and sick, passive 
and radical 


Vhat is perhaps most exciting about 

the implications of Huangğ”s and RUTH”s 
creative practices is hov they imp- 

act vhat has traditionally defined 
dissocfation, namely its neğative con- 
notations vhich suğgğest breaking and 
disruption. No lonğer a passive mode of 
avoidance or a siğn of mental illness, 
their artvork positions dissociation 

as a radical practice in vorldmaking, 
centralizinğ the intersectional narbure 
of identity vhile refectinğ colonial 
demands of subfectivity. To skirt rather 
than stand in the spaces begins to feel 
more comfortable and desirable. 


6 David L. Eng and Shinhee Han, Racial 
Melancholia, Racial Dissociation: Ün 
the Social and Psychic Lives of Asian 
Americans (Durham, NC: Duke University 
Press, 2018), 27. 


7 Ibid., 42-43. 


8 Bromberg, Standing in the Spaces, 7: 
Homi K. Bhabha, "Of Mimicry and Man: 
TheAmbivalence of Colonial Discourse,” 
October 28 (Spring 1984): 125-33. 


9 Bromberg, Standing in the Spaces, 274: 
Eng and Han, Racial Melancholia, Racial 
Dissociation, 122. 


10 M.E.B. Du Bois, The Souls of Black 
Folk (Chicago, IL: A.C. McClurg, 1903). 
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RUTH 

Painted hhite, 2021 

Acrylic and magazine cuttings on paper 
7.5 x 9 in. 
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centerinğ the concept of vorldmak- 

İnğ, creatinğ a space to exist vithin 
the chaos and noise of the vorld via the 
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yuard RefusaLs is an exhibition. 


nerability of contemporary artists 
the marğins of society. This space of 
İstence involves creating a: commu- 

ty to vhich one belongğs. 1n the case 
Vayuard Refusals, vhe community our 
hort vanted to hiğhliğht and honor 
the LGBTQ- community. The heart and 


soul of this community is the unifi- 


ca: 


tion of differing identities for the 


common goal of the right to love vho 
you love. In line vith this theme, and 


our goal of creatinğ a space for people 


iə) 


İnteract, as a cohort ve ideated 


“€bhe Ifttle library.” The little library 


İS 


a tranquil space in the midst of 


the creative chaos of //yvard RefusaLs. 


il 


The Iittle library encourağes commun- 
fty by creatinğ a comfortable space 

bo sit and explore a variety of texts 
that helped inspire /eyvard RefTusaLs, 
From ideation to completion. The com- 
Fortable chairs and couches (some ovned 
by the proğram, and others by members 
of the cohort and faculty) created a: 
ivinğ room-like atmosphere vhere viev- 
ers could relax, read or peruse the 
provided texts, or converse vith friends 
and/or strangğers. He incorporated the 
vorks of gulia Mata and Üyshimi as part 
of this arranğement, defamilfarizing 
and recodinğ some of the domesticity 

of the little library”s arrangğement. 
Each member of this cohort comes from 
different fields and backgğrounds. For 
example, 1 have a backğround in anthro- 
poloğy vhile some of my cla:ssmares come 
from the disciplines of art history, 
architecture, and fashion design. Yet, 
boğether ve forğed a communfty founded 
upon a respect for these differences. 

I feel that ve are all the better for 
these differences. This bears a similar- 
İTty to the heteroğeneity valued vithin 
the LGBTQE communitfes, vhich typically 
includes members from radically differ- 
ent backğrounds. Because of this, such 
community formations are stronğ. 1 aim 
bo explore the concept of community 
and hov communities are formed in rela- 
tion to our ovn attempt at community 
creation utilizingğ the little library. 


Benedict Anderson, a social theorist 
and anthropoloğist, arğues that com- 
munities “are to be distinğuished, not 
by their falsity/gğenuineness, but by 
the style in uhich they are imagğined. 
Anderson”s arğument is that a community 
İs only defined uvhen it can be imag- 
İned as an entity. MHhen the LGBTQH is 
mentioned, İt İs reified in a listener”s 
mind and, as such, made concrete as a: 
communfty. Anderson goes on to say that 
3 community is only imağined because 
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“bhe member of even the smallest nation 
vill never knouv most of their fel- 
ov-members, meet them, or even hear of 
them, yet in the minds of each lives 
the image of their communion.”? Anderson 
discusses nation as his primary exam- 
ple here: hovever, the concept of an 
imagined community can be used for 

any community vhere members miğht not 
already knov one another personally. 
embers of the LGBTQ- vill never meet 
every other member, hovever, there 

İs still a sense of shared history and 
values, such as pride and activism. 


Anderson also contrastinğly descri- 
bes the community as limited “because 
even the larğest of them, encompass- 
inğ perhaps a billion livinğ human 
beings, has finite, if elastic, bound- 
aries, beyond uhich lIie other nations.”5 
This point is key-there are people vho 
belong vithin communities such as the 
LGBTQE communfty and there are people 
vho do not: yet the boundarfies are 

not alvays so firm. For example, vhat 


about the position o 
LGBTQ—- communitfes7 
the concept of commu 
plicated and İncredi 


F allies vithin 

Tt is here vhere 
nity gets both com- 
ble. Allies, as vell 


as members of other communities, unite 
and support one another in the fight 
for human rights. This intricate veb 
of allyship forms a stronğ kinship and, 


often, lifelonğ friendships. 


Related is Victor Turner”s concept of 
communitas or anfti-structure. Turner 
describes anti-structure as, “the state 
of outsiderhood, referring to the con- 
dition of being either permanently and 
by ascription set outside the struc- 
tu-ral arranğements of a given social 
system, or beinğ situationally or tempo- 
rarily set apart, or voluntarily setting 
oneself apart from the behavior of sta- 
tus-occupyinğ, role-playinğ members of 
that system.”” Turner arğues that commu- 
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nitas, or anti-structure, can be volun- 
tary or İt can be forced, hovever, the 
outcome İs the same: a community out- 
side of the social süructure is formed. 
This community “.is most evident in 
liminality” or the vulnerable spaces 
in betveen, as this cohort describes, 
chaos and nofse. Many communities are 
formed outside of the gğreater social 
structure, 1 arğue that most communi- 
tiecs are formed in the liminal spaces 
vhere “..people share a: certain set of 
interconnected systems..”” Üur cohort İs 
considered a community because ve have 
taken many classes toğether as vell as 
authored an exhibition and its accom- 
panyingğ texts. He are also a community 
because ve vamnt to see one another not 
only survive but thrive long after 

our classes end and ve valk across the 
Stage bo receive our degrees 


In creating the little library vithin 
Vayuard Refusals, ve hoped to cre- 

ate a liminal space, betvixt and 
betveen the noise and creative vul- 
nerabilfty of the vorks on display. A 
space vhere community vould ührive and 
flourish, not in spite of the chaos, 
but because of the chaos. He vanted to 
encoura.ğe gallery visitors to sit and 
take art in, perhaps striking up a con- 
versarefon vith a fellov visitor.. because 
communfitfes really are formed in the 
in-betveen spaces, uniting people vho 
share interconnected systems. 


Little Library Texts 


Depression: A Public Feeling by Ann 
Cvetkovich 

The Faces by Tove Ditlevsen 

Cruel Optimism by Lauren Berlant 

The Argonauts by Maggie Nelson 
Housekeeping by Marilynne Robinson 

The Queer Art of Failure by dack Hal- 
berstam 

Racial Melancholia, Racial Dissocia- 
tion: On the Social and Psychic Lives of 
Asian Americans by Eng, David L., and 
Shinhee Han 

Hov to Go Mad uithout Losing Your Mind: 
Madness and Black Radical Creativity by 
La Marr gürelle Bruce 

Cruising Utopia: The Then and There of 
Queer Futurity by 4os6 Esteban Muhoz 
Outline of a Theory of Practice by 
Pierre Bourdieu 

Division of Labor in Society by Emile 
Durkheim 

Madness and Civilization by Michel 
Foucault 

Discipline and Punish by Michel Foucault 
Purity and Danger by Mary Douglas 
Magnet by Toni Small1s 

The Managed Hand : Race, Gender, and the 
Body in Beauty Service Mork by Miliann 
Kang 

The Visual Frequency of Black Life: Love, 
Labor, and the Practice of Refusal in 
Social Text by Tina M. Campt 

Sister Outsider : Essays and Speeches by 
Audre Lorde 

A Feminist Theory of Refusal by Bonnie 
Honig 

Louise Bourgeois by Louise Bourgeois 
Robert Storr, Paulo Herkenhoff, and 
Allan Schuartzman 


Contemporary Feminist Life-hiriting: The 
Nev Audacity by gennifer Cooke 

Feminist Subiectivities in Fiber Art and 
Craft: Shadons of affect by gohn Corso 
Esquivel 

The Play in the System: The Art of 
Parasitical Resistance by Anna Matkins 
Fisher 

Feminism, Foucault, and Embodied Sub?ec- 
tivity by Margaret A. McLaren 

Sexual Futures, Queer Gestures and Other 
Latina Longings by Muana Maria Rodriguez 
Fabulous: The Rise of the Beautiful 
Eccentric by madison moore 

Raving by MeKenzie Hark 

A Viev from the Bottom: Asian American 
Masculinity and Sexual Representation by 
Tan Hoang Nguyen 

Pleasure Activism by adrienne maree 
broun 

Can the Monster Speak? Report to an 
Academy of Psyehoanalysts by Paul B 
Preciado 

Ka Honua Ola, “Eli"eli Kau Mai / The 
Living Farth, Descend, Deepen the Reve- 
lation by Pualani Kanaka”ole Kanahele 
Betueen Gaia and 6Ground: Four Axioms of 
Existence and the Ancestral Catastrophe 
of Late Liberalism by Elizabeth A. 
Povinelli 

Risk Hork: Making Art and Guerrilla 
Tactics in Punitive America, 1967-1987 by 
Faye Raquel Gleisser 
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On November 18, 2025, ve hosted a: 
proğram featuringğg Keesha (lark, 

the nail artist and founder of Born 
Noir Nails. She offered a mufltifaceted 
experience, includinğ a mini-lecture, 

a: hands-on vorkshop, and a: stimular- 
inğ discussion. Clark not only shared 
insiğhts into her professional fourney 
and personal history but also delved 
into the fundamental aspects of the art 
of nail decoration. Throuğh her presen- 
tation, participants ğained a compre- 
hensive understandinğ of the techniques 
and principles underly-inğ this expr- 
essive form of selfcare and empoverment. 
As the proğram concluded, participamnts 
had the unique opportunity to apply 
their nevfound knovledge by creatinğ their 
ovn customized nail art on press-on 
nails provided for the occasion. 


Üveral1, the proğram delivered intense 
experiences that vere both pleasurable 
and meaninğgful. Interestingğly, uhen 
the proğram vas first proposed, members 
of the Last year cohort challenged the 
idea that seriousness could be exp- 
ressed throuğh such an entertaining 
proğram. But vhy does proğramming have 
to be lIimited to lectures or panel dis- 
cussions?7 Can İt not be entertaining? 
Vho says pleasure cannot coexist vith 
an intellectual and socially-enğağing 
aesthetic experience? 


The atmosphere of a museum or gal1l- 
ery space can be intimidatinğ, vith 
İts vhite, even valls and unobtrusive 
a: 

a 

s 


rtificial liğhting. Novadays, many 
rt institutions still rely upon the 
patialized pover dynamics of the 


“vhite cube.” By keeping vorks of 

art in a kind of “aesthetic va.cuum,” 
the disinterestedness implicit in the 
vhite cube model separates art from 
İts social vorlds, operations, and 
experiences. Therefore, one of the most 
important goals of this curatorial 
profect is to subvert the vhite cube 
by queeringğ the gallery, creating 

an İntimaee setvtinğ, and bringinğ in 
communitfes not usually encountered 

in such institutions. 1n our vfiev, this 
nail proğram successfully achieved 
that. Participants openly discussed 
their preferences and artistic fourneys, 
sitting close to each other, sharing 
too1s, and paintinğ nails at their ovn 
pace. They chose their rhinestones and 
decorations., transcendinğ the structure 
of nail desiğn as a service-oriented 
experience and questioning and redefin- 
inğ İfts aesthetic parameters. It became 
an event vhere participants experi- 
enced a sense of unexpected and vivid 
belonğinğ-a physical and emotional 
space vhere they felt truly velcomed, 
not fust tolerated, creatingğ a safe 
environment for discussing complex 
İssues. The enfoyable bondinğ throuğh- 
out this proğram developed a: communal 
belonğinğ that alloved individuals to 
feel accepted vithout having to fustify 
their existence in the institution. 


İle, as curators, have traditionally 
focused on providinğ visitors vith 
information and facilitating expert 
discourse. Hovever, ve often iğgn- 

ore or invalidate the more personal 
and subfective vays in uhich visitors 
make meaning — through experfences, 
opinions, İmagğinations, memories, and 
fantasies. This nail proğram challe- 
nged this form of meaning-makinğ and 
encoura:ğed open-ended and thorouğhly 
enğağing learninğ experiences, uvhere 
embodied sensationalized knovledge is 
created. dust as aduTts do not need to 
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resist playinğ, galleries and museums 
do not need to resist entertaining. 


As part of the proğram, curators Yishan 
Xin and Linna İHanğ conducted emai- 
led intervievs vith Keesha Clark and 
one of our participatingğ artists, 
Cyshimi. Keesha and Üyshimi discussed 
narl art”s roles in sel-care. T€STS- 
tance, and challenğing norms. They 
explored hov nail art becomes a: med- 
İum of self-expression, identity, 

or even empomerment. Their insiğhts 
prompt us to elevarte nail art as a 
legitimate art form beyond beautyl- 
İSh readers and reflect on İts ability 
to highliğht broader social issues. 
Here their remarks are presented as a: 
constructed/ima.ğined conversation. 


Linna MHang (LN) To begin, could each of 
you share your fourney as an artist and 
describe hov you discovered your inter- 
est in nail art? 


Cyshimi (C) I”ve alvays had a strong 
relationship vith vanity since 1 vas a 
teenağer. From clothes, cosmetics and 
beauty YouTubers, all of that folloved 
me alonğ to construct my identity vith 
a tUVİSD to get me outside of the norms. 
Since that time, 1 started to ğrov my 
natural nails really, really long. 1 
found it incredible hov our body could 
ğrov somethinğ navurally so fantastic, 
and mainly, hov felt vith them. 1 felt 
more poverful and unique. 1 vas also 
really dravn to hov people vould inter- 
act vith me vhen they sav 1 had long 
nails, uhole relationships vould start 
from that. Be their reaction positive 
or neğative, that estranğement vas the 
starting point for some people to ques- 
tion some things inside themselves 


Keesha CIlark (KC) Unbeknovnst to 

me, my fourney as an artist started 

as a small child. Like most child- 

ren, 1 enfoyed participatingğ in crea- 
tive and artistic activities of all 
kinds, but 1 had a special connection 
to nail art and design. The matriarchs 
of my family, particularly my ğrand- 
mother, mother, and aunt, took great 
pride in maintaininğ their natu- 

ral nails. 1 fondly remember moments 
vhen 1 vould be invited to paint and 
desiğn their nails from time to time. 
Vitnessinğ their meticulous care and 
artistic nail desiğns left an indeli- 
ble mark on me. Little did 1 knov, they 
each planted a seed that vould ğrov 
into my very ovn nail cosmetic company 
decades İaer. For me, the act of doing 
nails has alvays transcended mere a:es- 
thetics, İt”s been a sanctuary of peace, 
a form of self-care, and a conduit for 
connection and fellovship. 


Yishan Xin (YX) Nail art and nail 
artists are not traditionally featured 
in a gallery setting. Yet, throuğh 

the proğramminğ and exhibited artvork 
of our shov, //”yvard RefusaLs, ve have 
provided ample space for such medfa: 
and for artists to shovcase ühat nail 
art 2s art. Can you discuss vhy you 
chose this specific medium as your 
artistic practice? Do you consider it 
3 Canvas or even a sculptural form for 
artistic expression7 


KC TI belfieve a canvas İs amy place, 
Space or circumstance vhere you can 
leave a mark, make an İmpact and be 
fully expressed. MHhether you paint 

on paper, vrite in the sky, or drav 
in the dirt, as an artist there sho- 
uld be no bounds to the medfiums you 
use to create, Nail art is ARTI It 

İs my art. 1 tell my story through 
tUhis art form. İt is vhere 1 drav my 
inspiration, channel my ancestors, 
practice mindfulness, resist limita- 
tions, and freely express myself. Qusü 
as any art form, it deserves to be 
recoğnized and apprecfiarted. TI am tha- 
nkful that 1 had the opportunity to 
enter this ğallery space and shed 
Tiğht on one of many underapprecfia:- 
ted art forms. 


C As a transdisciplinary artist, 1 
identified hov nails are a medium that 
naviğates and reunites many concepts 
and media 1 have run into before. Nails 
carry the big bağğağe of identity, 
empoverment, and social issues, vhich 
are subfects that vere alvays present 
in my vork. It also combines sculpt- 
inğ and paintinğ techniques to fit and 
live vith bodies, vhich, in my research, 
turn them into a performative sculpture 


LU Many of your nail pieces have intri- 
cate details and possess a tactile 
quality that is quite compelling — 1 


Uyshimi 
Treasure Knots, 
NET 


2022 


1 The postcard titled "Fingernails of a 
High-Class Chinaman” features a color 
image of a hand vith exceptionally long 
fingernails on all fingers except the 
index finger. Created during the early 
20th century, it nas part of a broader 
trade in orientalized images, specif- 
ically, cartes de visite, designed for 
Hestern audiences. 


couldn”t help but vamnt to touch the 
texture. Could you share insiğhts into 
the inspiration behind one or tvo of 
your favorite vorks and the narrative 
or emotions you aim to convey throuğh 
your creations? Since nafils are rela- 
tively small, uhat is your process for 
translatinğ abstract or complex con- 
cepts into these tanğible and visually 
striking pieces7? 


C I try lookinğ at references apart 
from nails: nabure, extraordinary or 
common obfects, and narratives are some 
of the things that inspire my vork. 
Üne thinğ nail artists understand is 
hov hard and time consumingğ it is to 
sculpt in miniature scales because fit 
İs much more intricate and requires 
a lot of atbention to details. Üsually, 
the vhole set of sculptures can take 
days up to veeks to produce, from 
rescarchinğ, sketchinğ, testinğ materi- 
als, and finally producinğ the nail 
set İtself. 
İn Treasure Knots (2022), the start- 
inğ point vas the desire to create a: 
vork directly connectingğ nails and 
heri-tağe, both issues that are constant 
in my body of vork. So, firstly vhat 
you see is that the nails sculptures 
are in the format of Ühinese knots. 1n 
Uhinese culture knots can represenüt 
good Tuck, lonğevity, and union vhich 
is basically a symbolic materfialization 
of vishes and commitments. Similar in 
function to something like an amulet. 
The research on Ühinese knots started 
a3S a consequence of a previous study 
on qipaos(traditional Ühinese dresses), 
vhich contain these decorative knots 
in the buttons of the dresses, vhich 
yas once an obfect of study for me, in 
a previous vork called 7272 - Qöpao 
üiveavay (2020) vhich is a profect 
enacted over tvelve months that 1 ğive- 
avay 12 qipao - these Ühinese dresses 
— to tvelve different people. Toğether 


ve vould intervene vith silk stamps, 

all desiğned by me vith a related theme. 
This vas a form to discuss the fetishi- 
zation of this obfect and also to gğather 
bhe CÜhinese community here vith fts 
ancestry. Tv is from this profect that 
bhese knots in the dresses started to 
get my attention. The nails in Tyreasure 
Knofs vere all sculpted vith ceramics, 
and İt İs actually the heaviest nails 
that 1 have ever vorn. They vere also 
really frağile. I chose to do them vith 
bhis material because of all the history 
of ceramic and porcelain in (China. 1n 
the backğround you see a really iconic 
postcard called “Fingernails of a High 
Class Ühinaman.”1 In China, long nails 
vere a symbol of status quo for the 
royalty, vhen empresses vould vear long 
nails as it meant that they veren”t 

able to do manual Tlabor. The fusing 

of these elements creates a piece vith 
both antique and contemporary tones 

The contrast of these things creates 

an essentially contemporary imakğe and 
syncs different key references from 
distinct eras into a unique composition. 


KC 1 tend to be experimental in my 
approach to developinğ and desiğning 
concepts for nails. Ün any given day, 

I am usinğ trfal and error to craft 
vharb burn out to be my best pfeces. Atv 
the heart of my design process, 1 find 
inspiration (or it finds me), then 1 
dedicae time to research and explore 
the details and complexities of this 
inspirinğ concept. 1 break it dovn and 
put it back toğether, as maybe an engi- 
neer vould a piece of machinery, but 
reimağine it vith elements that tell 
my story or highliğht my fourney as an 
artist. 1 am naturally dramn to paint- 
inğ hiğhly detailed desiğgns and 1 can 
spend hours and days on one lookl Nail 
canva:ses may be small in comparison to 
other mediums, but vith fust a little 
imağination, you can transform some- 


one”s hands İnto a masterpfecel 

YX Oftentimes, people steer clear of 
elaborate nail styles characterized 

by exağgerated forms or lengths, not 
simply out of personal taste but 
because these styles can stiğmatize 
them. The süyles of nails mark people 
not only as beautiful or uğly, but also 
as qualified or unemployable in the 
vorkforce. Having long nafils is not a 
sign of ideoloğical efficienecy. Hhen 
detvermininğ vhat kinds of nails con- 
stitute “beauty”, people are required 
to naviğate different standards - those 
of their ovn communities, or those of 
particular institutions, such as the 
family and the vorkplace. Can you share 
your thouğhts on hov the largğer vork- 
İnğs of society play out in such minor 
chofces like selecting nail styles? In 
vhat vays are people naöZed to certain 
social positions and structures7 And 
hov do the nails you create construct a: 
different body - one that aliğns vith 
İts ovn vill and vhimsT 


C Not only my vork, but my life has 
been about that. 1 didn”t choose nafils 
out of novhere, ft”s very personal and 
İt comes from an internal and external 
fiğht to stay true to myself. 1 never 
felt like 1 fit in the beauty standards 
especially as an Asian kid ğroving 

up in Brazil. There”s a hygienic and 
polished idea, of beauty that 1 couldn”t 
fit into, and my nails are loud about 
that. Te is the vay 1 find to express 
such an early and primary discomfort 
tovards that. 1 don”t necessarily pride 
myself on saying that nails are such a 
resistance symbol throuğhout history, 1 
don”t vish tharb many people had to suf- 
fer to be themselves, but 1 do have hope 
for the future and that it”s chanğing 
little by little. 1 not only see people 
shiftinğ the idea of vhat type of nails 
are appropriate for vork but also ques- 
tioninğ their ovn basic idea of vhat 


institutions like vork and family are. 
KC In mainstream culture, longer, 
vibrant, and intricately designed nails 
have often been unfairly labeled as 
inferior and substandard. These socfietal 
norms not only permeate various aspects 
of culture but also suppress the artis- 
tic expression of community members. For 
marğinalized ğroups, the pressure to 
conform to mainstream ideals extends to 
personal choices, even doun to the vay 
ve adorn our nails. 

As a press-on nail desiğner advoc- 
ating for creative self-expression, one 
of my siğnificant challengğes is nav- 
İiğatinğ the videspread preference for 
“practical” solutions that adhere to 
vorkpla:cee standards. Many professional 
environments discourağe individuality 
in nail aesthetics, some even enforcing 
strict policies in their dress codes 
Unfortunately, ühe outlook for change 
in these spaces seems bleak. Hovever, 
there is optimism on the horizon. The 
surğe in popularity of DIY nails and 
press-on alternatives offers a glimmer 
of hope. People are increasinğgly resi- 
stinğ the constraints imposed by these 
traditional structures. The beauty of 
press-on nails lies in the freedom they 
provide for self-expression, allov- 
inğ individuals to dictate their terms, 
vhether ft”s during leisurely veekends 
Or as a: bold statement in the vorkplace., 
As the popularituy of these flexible 
aTternatives gğrovs, there?”s potential 
for a shift in the vay society perceives 
and embraces individuality, even in the 
most professional settings. 


YX Bodily self-care, as a practice 

that privileğes the surface, has been 
historically devalued as superficial 
The care for the body is considered a: 
Vaste of resources that could be better 
focused on seemingly more important and 
profound concerns of the mind and the 
heart - the MHest”s privileğed sites of 


ontoloğical being. Do you belfeve nail 
Care İS necessary, and uhy do you think 
İt is important for people to enğağe in 
this form of self-careT 


KC Absolutelyl Nail care is as neces- 
sary as carinğ for any other part of 
our beinğ. In my perspective, tending 
to our nails represents a profound form 
of self-care, emphasizinğ a deliberate 
commitment to our holistic vellness 

Our hands do everythinğ for us, but ve 
too often do very little for them, in 
terms of care and adornment. Regardless 
of gender identity, ağe, or socioeco- 
nomic backğround, prioritizinğ ühe 
vell-beinğ of our natural nails should 
be an essential component of everyone”s 
self-care reğimen. By dedicatinğ time 
and care to this seeminğgly small part 
of ourselves, ve symbolize a conscious 
effort tovard nurturingğ our overall 
health and balance. 


€ I belfeve that takinğ time for artis- 
tic practices like fashion, makeup 

and nails is personally a vay to feel 
connected and present vith my body and 
my physical form. It can be similar 

(TO a maçic ritual that puts you in an 
acknovledgment starte of vho you are. 
Vhen 1 dress up, put makeup on and put 
my nails, that”s the vay that 1 feel 
mostly me, myself. And that is self- 
care, because vhen you”re comfortable 
vith vhat you vear and hov you present 
yourself, you”re comfortable vith the 
mind. Dominant culture creates a fixed 
concept in the common sense that nails 
are tied to vulğarity and dirtiness, 
the same vay that dominant culture is 
almost alvays ağainst any subversive 
style. Ür vhen they attribute anything 
that is considered feminine like fash- 
ion/makeup/nails as somethinğ superfi- 
cial and dumb, vantinğ to hinder us to 
express ourselves in alternative 


vays based on gender bias. Those are 
the kinds of thinking that 1 belfieve ve 
have to change and transform. 


LU Nail culture has its ovn set of 
subculbures and communities. Hov do you 
enğağe vith the nail art community? 
Hov have these interactions influenced 
your ğrovth as an artist? 


C Hy nail community is basically on 

the internet. MVhen 1 started, 1 didn”t 
knov any manicurists, the people uho 
really tauğht me vere the nail artists 
from YouTube/TikTok. The nail movement 
as ve knov it only exists because of 
the internet, and specifically social 
media, uhich has been shifting the idea 
of vhat a nail artist is. People started 
seeing nails as a nev artistic medium 
bhati anyone can explore, and you don”t 
necessarily need to be or to underst- 
and so much about manicures, or to be 
part of a beauty salon. Novadays, you 
fust need the desire to create something 
nev and nails can be seen as amy other 
medium that artists can choose. This 
changes the nail game, because vhen 

you bringğ people outside the field, out- 
side of the media and that are not so 
afraid of the existinğ rules, 1 gğuess 
(hab thab”s vhere you really find a 

nev vision. 


KC Since the daun of Born Noir, I”ve 
been purposeful in fosteringğ con- 
nections vith fellov artists and 
technicians vithin the nail indus- 
try. Entering this realm humbly amid 
the pandemic, 1”ve gğained invaluable 
insiğhts from seasoned individuals 
dedicated to perfectingğ this craft. 
Born Noir is actively buildinğ its ovn 
community of nail artists, shovcas- 
ing the talents of creative minds in the 
LA/LB areas. Vithin this community, ve 
cultivate spaces for camaraderfe, 
exchanğing knovledge, honing 


skills, and collectively elevating 
our artistic capabilities 


YX Nail vork is gğendered in thartb 

İt primarily involves vomen as both 
service providers and customers. 

Te centers on the construction of 
feminine beauty, situates İitself in fem- 
inized semi-priva.tee spaceS, and involves 
gendered mork practices-specifically, 
the performance of emotional and body 
labor betveen vomen. Hovever, Üyshimi, 
vhen 1 look at your nail art, 1 don”t 
senseselesaneesor ch: rnsiesd: bsrneeli 
an indestructible pover and resista:- 
nce. Keesha, you explicitly mentioned 
in the mission statement of your com- 
pany that you believe nail art is 
genderless. Therefore, I am interested 
in both of your opinions on these gen- 
dered self-presenta:tions and vhether 
your nail art functions as extensions 
or even subversions of normative deter- 
mina.tefons of acceptable femininity. 


C I don”t see my nails being limited to 
any gender: hovever ve can”t deny the 
relation betveen nails and femininity. 
I not only can”t but 1 also don”t vant 
to. Ün the contrary, it”s important to 
recoğnize and destiğmatize the neğative 
idea around femininity throuğh nails. 
As I mentioned before, femininity is 
often considered superficial and some- 
thinğ “less”. Tt”s important to discuss 
nail history and the relation of nails 
vith society and hov much ft vas and 

İS a representative of resistance for 
vomen and especially POC vomen. Hovever, 
İ07s also about thinking hov nails can 
be a bool of expression for so many 
trans identities and hov it can even 
transcend gender binaries too, 


KC Born Noir”s nail vork is rooted 

in the ethos of unapoloğetic self-ex- 
pression. Building unique connections 
vith each client, ve delve into their 


personal interests and deepest aspira- 
tions, strivinğ to comprehend hov our 
desiğns can truly resonate. He celebrarte 
the complexities of identity and craft 
pieces that transcend gender norms and 
expectations. Üur gğoal is to break bar- 
riers and question established notions 
of gender by shovcasinğ individuals 

From all gender identities actively par- 
bicipatinğ in nail care and artistry. At 
Born Noir, ve believe in celebratingğ the 
diverse spectrum of identity throuğh 
our unique and boundary-pushing 

nail desiğns. 


LN Innovation alvays involves 
experimentation. Are there specific 
experimental profects you have in 
mind for the future, and hov do you 
plan to balance creativity vith 
market demand? 


KC 1 am, currently, in the process of 
an experimental profect of developing 
a platform that fosters collaboraion 
amonğ nail artists, providing them vith 
a Space to connect, build community, 
and ğain exposure vhile also seizing 
income-earninğ opportunities. Üur inn- 
ova:bive collective is dedicated to 
shovcasinğ the artistic brilliance of 
nail artists and technicians, naviğat- 
inğ the delicate equilibrium betveen 
creativity and market demand. Balanc- 
inğ the demands of the market vith the 
boundless realms of creativity is an 
onğoinğ challenge. Hovever, the beauty 
Of art and the act of creation lfes in 
the Tİimitless opportunitfes it presents 
- the sky is not the limit, and possi- 
bilities are endless. 


€ I”m not sure 1 have a plan for it yet, 
and this is definitely an issue every 
artist has to deal vith, but to beğin 
vith, İt”s about really hearing out 
yourself and follovinğ your vishes and 
tryinğ to understand vhat you really 
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Ashley is an MA student in the cura:- 
torial practices and the public sphere 
proğram at USC. She comes to this 
proğram vith a strong backğround in 
anthropoloğy. Ashley holds a: bachelor”s 
değree as vell as a master”s değree in 
cultural anthropoloğy from California 
State Üniversity, Los Angeles and a: 
master”s değree in visual anthropology 
from USC. Her interests 1lfe in repa- 
triatinğ Indiğenous artifacts and ühe 
tension vithin the dialoğue reğarding 
decolonization. Ashley?”s future plan 

İS to curate exhibitions at a cultural 
institution in collaboration vith the 
Indiğenous Peoples that are beinğ repre- 
sented İn a concerted effort to embody 
their culture in a meaninğful and 
respectful vay. 


Chenyanğ Nie, oriğinally from 
Zheffianğ, China, nurtured a profound 
passion for art from a young age. This 
Ted her to Parsons School of Design 

in 2018, vhere she explored Fashion 
Desiğn, refiningğg her craft and gğain- 
inğ insiğhts from industry experTts. 
Transitioninğ seamlessly from fashion 
to art, Chenyanğ focused on apparel 
exhibitions and feminist themes. Her 
İnternship at Tank Shanğhai in 2021 
vas pivotal, enrichingğ her experie- 
nce in curatinğ exhibitions and events. 
Currently pursuinğ a MHaster”s in 
Curatorial Practice at USU, Chenyang”s 
İiourney includes diverse roles in 
gallery operations and art foundation 
assistance, shovcasing her talents 

in event planninğ, content creartion, 
research, and ğraphic design. MHith 

an unvaverinğg commitment to the arts, 
Chenyang Nie forges ahead as a: dyna- 
mic presence in the creative realm. 


Hattie Schultz (she/her) is a curator 
and vriter based in Los Angeles. Before 
pursuinğ a MHasters değree in Curatorial 
Practices and the Public Sphere from 
the Üniversity of Southern California, 
she earned her Bachelor”s değree in 

Art History vith a minor in üÜender 
Studies from MHhittier College in 2020. 
Interested in the intersections of 

art, psycholoğy, and TIfiterarbure, 
Harebbie”s academic studies center fem- 
inist and queer history and theory, 
institutional critique, and affect 
theory. She is currently vritinğ her 
Master”s Thesis, titled SuZ2verfring 
Hadness: On TransLating the Mental 
/Ziness İlemotr into a CuratortaL 
Pracftice. She hopes to evoke empathy 
throuğh her creative practices, and 
calls for an immediate ceasefire in the 
bombing of Gaxzar. 


Linna Manğ is a multi-media artist, pho- 
toğrapher and curator based in Shanghaf, 
Los Angeles and San Francisco. She is 
currently vorkinğ on MA in Curatorial 
Practices and the Public Sphere from 

the Üniversity of Southern California. 
Linna”s curatorial endeavors are rooted 
in her scholarly interest in restruc- 
burinğ the interplay betveen artists, 
curattors, and art exhibitions, draving 
insiğhts from diverse cultural para- 
diğms. Her recent scholarly focus has 
ğravitated tovards investiğating the 
conception and application of irreplace- 
able tokens (NFTs) in the preservation 
and dissemination of artistic heritage, 
alonğ vith the discourse surrounding 
intellectual property rights vithin the 
domain of diğital museums. 
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Yishan Xin is a curator based in Los 
Angeles and Shanğhaf. She received a 
BASc in Arts and Sciences and an MA 

in Art Education, Culture, and Practice 
from University College London. Before 
undertakinğ her second master”s de- 
gree in Curatorial Practices and the 
Public Sphere from the Üniversity 

of Southern California, she served as 
an assistant curator art Long Museum 
Shanghafi, home to Ühina”s largğesüu 
private collection. Betveen 2020 and 
2022, she helped curate a number of 
exhibitions, includinğ Zoze ZoLLoueLL: 
RecaLibrate (2021), Hary Corse: 
Painting vith Light (2021), and Pat 
Sfreir (2021). She also vorked vith gğuest 
curators MHassimiliano üioni on American 
artist Georğe Condo”s first mafor ret- 
rospective in Asia and 1vona Blazvick 
on Lonğ Museum”s 10th Anniversary 
Exhibition. Yishan is passionate about 
unlockinğ alternative museum models, 
especially the potential of private 
museums in ÜUhina. Her research cur- 
rently centers on socially enğağed and 
participatory art, museum accessibil- 
İty, emancipation of spectators, and arü 
aS an experience. 


Hanğ Zhanğ, originally from Xi”an, 
China, currently is an MA Student in 
the proğram for Curatorial Practice and 
the Public Sphere at the Üniversity of 
Southern California (USC). Her academic 
fourney beğan vith a Bachelor of Arts 
in Studio Art from Franklin 8 Marshall 
College, vhere a: focus vas placed on 
gğraphic and spatial design. This foun- 
dational education sparked a profound 
interest in the dynamics of spatial 
desiğn, specifically the intricate rela- 
tionships betveen spaces, individuals, 
and obfects, and the stories that emerge 
from these interactions. Her passion for 
curatorial studies is further influ- 
enced by practical experience gained 
throuğh an internship at the Ttaly- 
China Foundation in Beifing. In this 
role, servinğ as an assistant curator, 
she contributed to planning exhibit- 
İons and vas involved in the compilation 
Of art-related publications. Her recent 
research, titled Arz CoZZLaborations in 
Fashion Brand Space, investiğates the 
development and societal impacts of 
inteğratinğ contemporary art vith fash- 
ion brands in Ühina. 


Alice is a scholar and curator based 
in Los Angeles. She fs a second-year 
M.A. candidate in Curatorial Practices 
at USC Roski completingğ a üraduate 
Certificate in Performance Studfes, 
and she ecarned her B.A. from the 
University of Pennsylvania. İlith an 
emphasis on merğinğ theory vith pra:c- 
tice, her scholarly interest focuses 
on not only brinğinğ visibility to the 
iridescence of queer of color lives, 
but foreğroundinğ the vibrant practi- 
ces these communities devise to live 
in more emotionally embodied vays. 
Alice is particularly interested in 
femmes of color?”s critical use Of aes- 
thetics, fashion, and ğestures in 

the every day as practices of survi- 
val and vorld-making. She İs vorking 
on her M.A. thesis on burlesques by 
the South Korean adoptee Kayla Tange 
(Coco Üno), vhich she hopes to exp- 
and into a larğer profect on the unruly 
vays femme Asian lives can take shape. 
Alice enfoys the liminal communfties she 
finds at raves, punk shovs, and goth 
partfes in LA. She vill begin a PhD 
değree in Modern Culture and Media art 
Brovn Üniversity in Fall 2024. 
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Lucy Black (she/her) 

Born and raised in the San Francisco 
Bay Area, Lucy Black is a Los Angeles- 
Dased artist vho ğraduated vith a: 

BFA from Paris College of Art in 2020. 
She vorks across a range of mediums 
includinğ collağe, photoğraphy, perfor- 
mance, and soft sculpture. “İy vork is 
highly multidisciplinary, using vhatever 
materials 1 can get my hands on. ALI 
of my vork includes a sense of humor, 
irony, and absurdity to hiğghlight the 
bizarre and heavy feeling of dissocfia:- 
tion. 1 try to capture the imagğery 

and movement that is comfortably famil- 
far but invokes the unsettling yet 
unavoidable feeling that somethinğ is 
İn fact off.” 


Cyshimi (she/they) 

ÜUyshimif is a Ühinese and Tafvanese 
Brazilian artist based in Sao Paulo 
vho explores İssues of ancestry, iden- 
tifty, beauty, and body throuğh nail 
art. Describinğ nails as “Performative 
Sculptures,” Üyshimi challenges hege- 
monic beauty standards, infecting 

a dynamic essence into the traditional 
and polished notion of beauty. At the 
same time their nail sculptures are 
surreal, they are also about real iden- 
tities and bodies reimagğining the self. 
Their vork shovs hov nails are a symbol 
of resistance and empoverment. For 
Uyshimi, every nail encapsulares a nev 
vorld-a fusion of shapes, colors, 


and textures that, vhen brouğht 
toğether, veave narratives that tran- 
scend mere aesthetics. 


Katinka Huang (she/her) 

Katinka Huangğg (b. 1998, Shanghaf, 
China) İs an artist based in Nev York 
City. Katinka”s dual-cultured upbri- 
nğinğ, naviğating betveen the East 
and the MHest vithin a female-centric 
environment, iğnited her interest in 
explorinğ the complexity of the female 
psyche. She delves into the miscon- 
ceptions surrounding the female body 
and the onğoinğ sensationalization of 
vomen, both historically and in the 
present. Embracing absurdism, Katinka: 
Captures rav and turbulent emotio- 

nal states ührouğh her depictions of 
the female fiğure. Her vork delves 
into the differences in the ideolog- 
fes of femininity betveen the East and 
the MHest, portrayinğ vomen in satiri- 
cal manners vith animalistic bodies. 

n her paintings, the female body 
SETV€S aS a Sİte of rebellion, challeng- 
inğ the “sophisticated?” portrayals of 
vomen across cultures. 


Young 4oon Kuvak (they/she) 

Young doon Kvak (b. 1984, Queens, Nev 
York: Iives and vorks in Los Angeles) 
received a BFA from the School of the 
Art Institute of Chicago in 2007, an 
MA from the University of Chicağo in 
2010, and an MFA from the University 
of Southern California in 2014. Their 
sculptures, performances, and com- 
munity-based collaborarbfons generate 
nev and embodied forms of queer and 
trans kinship and explore the transi- 
tioningğ nature of all bodfes. They are 
the founder of Mutant Salon and Tead 
performer in the electronic-dance-noise 
band Xina Xurner. Their vork has been 
shovn in solo exhibitions at Arko Art 


Center, Seoul (2022): Korean Cultural 
Center, Los Angeles (2021): Commonvea:Tth 
and Council, Los Angeles (2021, 2017, 
2016, 2014): Los Angeles Contemporary 
Exhibitions (2018), and MHalter Phillips 
Gallery, Banff Centre, Alberta, Canada 
(2018). Üroup exhibitions and per- 
formances include /ade ön L.A. 2028: 
Acfts of Living, Hammer Museum, Los 
Angeles (2025): Nottingham Contemporary, 
Nottingham, UK (2025): MSU Broad Art 
Museum, Lansing, Hİ (2025): Hauser k 
Mirth, Nev York (2021). 


gulia MHatba (she/they) 

gülia Mata İs a comics vriter and ill- 
ustrator from Southern California 

vith familfal roots in Central America 
and the Bastern European gevish Pale 
of Settlement. 1n the illustrations and 
comics she crea:tees, she centers equfity, 
representation of vomen of color, and 
nuanced narratives vith space for Toy, 
beauty, and emotional grovth. She vorks 
predominantly in comics, books, and DIY 
publications as both an art form and 
an ethos, aiminğ for easily distribut- 
able access to her vork as print media: 
in non-art spaces. 


Coyote Park (he/they/she) 

Coyote Park is a Korean American 

and Indiğenous (Native to Northern 
California, family is enrolled Karuk/ 
Yurok) artist from ÜO”ahu. Park vas 
raised in Mililani and Liliha and 
focuses their vork on land and body 
relationships, as vell as folktales. 
Park vent to school at Parsons in Nev 
York Cfty then lived in California, 
meanuvhile beinğ a vorkinğ artist 
fuğgling paintinğ, photoğraphy, film- 
makinğ, and teaching. Park has tauğht 
art Stanford, Dartmouth, CSULB, USC, 
Rutgers, and more. Park”s vork pushes 
past onğoinğ colonial struğğles, mean- 


vhile recoğnizinğ the aftermath of 
colonial settler intervention and their 
reliğious upbringing. Park is interested 
in their vork highliğhtingğ diasporic 
existences and healinğ from their ovn 
strife as a trans person. 


RUTH (she/ they) 

RUTH is an artist and Georğia-born 
suburbanite livinğ in the city of 

Los Angeles. They explore connection, 
identfty, family, the mundane and sub- 
urbalism throuğh various mediums such 
as video, performance, collage, paint- 
İnğ, puppetry and vhatever else the 
inner felly calls for. Their artvork 
has been shovn at These Days gallery 
and Permanent Storage Profects, and 
they received recoğnition by Indfe TIt 
Press, placinğ örd in their Applaud 
Art Contest. 


Toni Smal1s (they/them) 

Toni Smalls vas born in The Bronx, 

ev York. They beğan vritingğ poetry 
in middle school to cope vith trauma - 
publishinğ a poem in the Antholoğgy 

of Poetry By Young Americans. 1n high- 
school, then beğan to pair vritten 
vords vith visuals. Findingğ passion 
for photoğraphy, they studied photo 
and vriting at FIT. 

They beğan to shov vork in multi- 
ple group exhibitions - including a 
group shov on billboards in California, 
and another throuğh LinkNYC kiosks. 
They met their idol, Alex Prager. They 
shot Briğette Lundy-Paine for Ouz700 
They performed spoken vord at multi- 
ple events. Before ğraduating, they 
embarked on profect Under Inner Core 

- a visual poetry EP fully vritten and 
filmed by them. That vork vas noticed 
by a creative director - leadinğ them 
to art direct for a Facebook campaiğn 
in 2021. 


Toni has been teetering a tight- 
rope betveen being a fine artist and 
art director in the campaiğn vorld. 
Recently havinğ shoun 7 pieces of vork 
in /ayuard Refusals - Honi starts 
to ğrapple vith being a Black and Queer 
radicalist vorkinğ under the strain 
of capitalism. Their nevest İmagğe 
set, /orker Bee, continues to explore 
these themes of morkinğ for an oth- 
er-serving system. Toni is nov mvmorking 
on a currently untitled poetry book 
and video pieces that deconsürucüu 
advertisinğ narratives into visual and 
poetic decompositions. 


Peidi Zhang (she/her) 

Peidi Zhangğ is a Los Angeles-based 
photoğrapher, born and raised in ÜUhina. 
Her vork is rooted in her multilinğual 
upbrinğinğ and dual cultural experi- 
ences as an Asfan in America, inspired 
by her community, cross-gğeneratfional 
youth cuTture, and marğinalized con- 
bexts. She creates parallel vorlds 
throuğh her photoğraphs, blurring the 
ine betveen langğua.es and identities, 
and expanding the boundaries of per- 
ception beyond visual norms. Peidi is 
visualized as a theoretical “poem-lab” 
built vithin a surreal, timeless place, 
presenting ideas and abstractions thartb 
İft us from reality vhile simultane- 
ously reflectinğ upon ft. 

Peidi often utilizes liğhting 
control techniques and incorporates 
humor, absurdfüy, and a dreamcore style 
sensibility. She ğuides models into 
characters, emphasizinğ storytelling 
throuğh dreamy, emotfionally intense 
colors, unique exposures, compositions, 
and details 

In her vork, Peidi has alvays appre- 
ciated a diversity of people, respected 
their unique stories, and found vays 
to emotionally connect and collaborarte 
vith them. As an artist, she reflects, 


researches, and uncovers sincerity. She 
finds novelty in the mundane, explores 
pain vith humor, and accesses vulner- 
abilftuy. She creates alternative vays 
to problem-solve throuğh the lens of 
creativitüy and curiosity, aiming for her 
vork to connect vith all valks of life, 
reflect mutual experiences, and inspire 
deeper conversations. 

Her visual vork has been featured in 
Vogue Ttalda, ELLE USA, Harper”s Bazaar, 
and more. 
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The curatorfal cohort vmould like to 
thank our participatinğ artists and our 
instructors Andy Campbell and madi- 

son moore for their ğuidance leading 
up to the fruition of this exhibition. 
Me vould Tİike to thank our photoğra- 
pher Sydney for documenting the shov, 
DU MVenluv for providinğ tunes for our 
openinğ, and Andrea Hu for desiğning 
this carbaloğue. 


Alice Zhao vould also like to thank 
Tracy Fenix, Linna MHanğ, and Hannah 
Huntley for their love and friendship. 

Amelia (Vones for all her unvavering 
care and support 

Saidiya Hartman, vhose visdom pro- 
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queer of color lives. 


Yishan Xin vould also like to thank 
Kathy Huanğ for her continued support 
on my curatborfial fourney 
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such a beautiful and inspiring nail 
proğram. 

My family and friends for their 
love, endless Toy, and everlasting 
encouraement. 
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to thank 
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unconditional love and support, 
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visdom and friendship, 
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and Fredo, for his varm huğs and 
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to thank 
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Hailey, Chloe, and Autumn Ascencio 
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